The shock of the First World War resulted in a range of initiatives that, on the artistic level, radically called into question a number of fundamental concepts. While the function of new art was a topic that was discussed in different European countries, the international orientation of each national art differed from country to country. In Belgium, this was a complex issue. Notions such as 'literature' and especially 'internationalism' became the subject of a harsh battle for definition that was carried out in several literary and artistic magazines. In this article, I look at how these terms were defined within the artistic group surrounding the Brussels magazine L'Art libre . I will give a general definition of internationalism in order to then elaborate the extent to which it may come into conflict with a focus on local, Flemish reality. As a social entity, Flanders did indeed fit into the internationalist program to recognize suppressed nations. Yet as an artistic entity, its existence was more problematically situated within a tendency for ever-increasing artistic internationalization. My analysis will show a number of discursive and argumentative strategies used by writers and critics in order to legitimate the idea of 'Flanders', both as a literary and as a social entity. 
Introduction
'Our generation is ridiculous and the future historian will be embarrassed to depict the shock that uproots us all'.2 These are the words of Willy Koninckx, collaborator on the Antwerp avant-garde magazine Ça Ira! in 1920. The deep wounds left by the First World War in Belgium led to a material as well as symbolic reconstruction. The role of art was also radically called into question. To what extent should it be committed to social causes? To what extent should it be nationally or internationally oriented? This last question in particular had far-reaching consequences. Indeed, new international (mainly European) relations had great repercussions on (intra)national relations. Since its independence, Belgium had assumed its own (artistic) identity by means of what Jean-Marie Klinkenberg has called the 'mythe nordique' [Nordic myth]: a unique hybrid of Germanic and Romance components, used as a strategy by francophone Belgian writers to distinguish themselves from the Parisian literary centre.3 In literature, this took the shape of a 'Flemish' imagination, written in French and including the works of Rodenbach, Maeterlinck, Verhaeren, etc. The First World War dashed this identity to smithereens:
The act of the German invasion itself was perceived as a deep betrayal, coming from a German culture that had long been idealized, and forced this Belgian model to be brutally amputated from its Germanic component, thus provoking a traumatic loss of identity, which no one wanted. 4
In short, the changing international power relationships had an unwanted but direct repercussion on national representation and identity. What is more, due to its imaginary and real international orientation -the Nordic myth and the editorial network of both Dutch-language and Francophone writers situated abroad -the Belgian literary community was very dependent on foreign contacts. Many avant-garde movements explicitly considered the ideal of international openness to be of paramount importance. However, alternative positions were also possible. Paul Aron explains:
From the Francophone side, the entire construct of identity, that of the 'Flemish', which was recognized and admired in Paris, was destabilized and this new configuration provoked a series of very different reactions, ranging from a retreat into regionalism to the negation of any national references.5
The shock of the First World War resulted in a range of initiatives that, even on the artistic level, radically called into question many fundamental convictions. Whereas the function of new art was a topic discussed in various European countries, the international 2 'Notre génération est ridicule et l'historien futur sera embarrassé de dépeindre le choc qui nous déroute'.
Willy Koninckx, 'En marge du Gradus ad Parnassum ', Ça Ira!, no. 1 (1920), 6-10 (p. 8) . 3 Jean-Marie Klinkenberg, 'La production littéraire en Belgique francophone: Esquisse d'une sociologie historique ', Littérature, no. 44 (1981) , 33-50 (p. 43 orientation of each nation's art varied from country to country. In Belgium, this was a complex issue. In addition to the reasons mentioned above, there were other social changes that had repercussions for this matter: the First World War had painfully revealed the contrast between the French-speaking elite and the Flemish population. Since the end of the war, an image circulated that would never disappear: a Flemish soldier throwing himself into the battle as a martyr without having understood the orders of the French-speaking officers. In La Drogue, one of the first magazines appearing after the war, this image is fiercely evoked: 'Is it fair that the majority of our heroes of Wulpen and Ramscapelle, those who gloriously defied the gunfire of the emperor, did not understand their officers?'6 Moreover, the range of activity of the Flemish Movement, which had existed since the nineteenth century, broadened from the cultural to the political terrain. The evolution of this social struggle appears, amongst other places, in the quick succession of language laws during the interwar period.7
The consequence of all this was that notions such as 'literature' and especially 'internationalism' became the subject of a harsh battle for definition that was carried out in many literary and artistic magazines. Even the periodicals that wanted to keep their distance from this discussion were compelled to make their neutral position known. Le Disque Vert, one of the most influential Belgian magazines from the interwar period, articulated this clearly in its very first issue: 'we are not a national magazine, nor binational nor even international'.8 However, it was not always clear what was really at stake in this debate: the term 'international orientation' in the arts could signal many things and was often inextricably bound up with an 'internationalist' social commitment.
In what follows, I want to look into how these terms were defined within one artistic group: the Brussels magazine L'Art libre . In 1920, Paul Colin, the editor-in-chief, underscores the importance of the international outlook of the magazine: 'a staff of collaborators that reunites the most important independent writers from Western Europe has assured this magazine very quickly a widespread and considerable influence'.9 In the years after the war, many artistic initiatives were launched -most often through magazines led by (very) young artists. Colin held an intermediary position: although he was only twenty-four in 1919, he was known as a prolific writer in domestic and foreign periodicals and asserted his influence through his position. In this regard, Roger Avermaete, the editor-in-chief of Lumière (an Antwerp magazine founded at the same time) describes L'Art libre as follows: a critical weekly magazine, with a staff of collaborators with a European outlook. Despite the title, the magazine was much more socially than artistically oriented, and it made a commanding impression on us youngsters […] . Towards Lumière, Below, I will give a general definition of internationalism in order to then elaborate on the extent to which it may come into conflict with a focus on the local, Flemish reality, both literary and social.
Internationalism in L'Art libre: A Preliminary Definition
The collaborators of L'Art libre were mainly interested in literature, painting, and politics. Because of the large number of critical articles written by Colin (sometimes under a pseudonym), and his important editorial position as editor-in-chief, he clearly left his mark on the magazine. For all these reasons, the brief survey of the critical discourse of Colin below can be considered representative of the entire magazine. Colin expresses his poetical and political convictions without systematically constructing his argument on theoretical grounds. The frequent use of superlatives results in a Manichean discourse in which 'good' works are separated from the 'bad' ones. Others notice this too. For instance, a collaborator of the Dutch newspaper NRC overtly wonders whether 'one can be more doctrinal than Mr. Colin'?15 The same goes for Duco Perkens (a pseudonym of Edgar du Perron), who describes Colin in similar terms:
Mr. Paul Colin, who has been completely obsessed with the groupe unanimiste, with whom he appears to be good friends, and who, by the way, seems to know two kinds of writers: those writing in favour of and those writing against the war. The first ones do not have any talent, the others do. Apollinaire, he said, had some talent, especially as the author of the Calligrammes (as a kind of war, i.e. anti-war literature, I guess); where, in five or six short paragraphs, he briefly discusses the true moderns, the true pioneers of the truly new, he exhibits an insight known in French as: De la crétinerie, très pure.16
The systematic linking of artistic practice to social (anti-war) commitment considerably determined the significance of the concept of 'internationalism'.
To begin with, Colin often mobilizes the topos of Belgium as 'a crossroads of the Occident' (in 1933 he published a monograph with the same title): 'geography and history have made our country a land predestined to internationalism'.17 Or: 'Belgium should remain the classic land of internationalism and antimilitarism that it was before the war'.18 Because of the pacifist discourse of L'Art libre -in which Germany had its right to exist, whereas for obvious reasons the image of Germany was much more problematic in the broader social discourse -the Nordic myth construction remains 15 For Colin, the concrete meaning of this international commitment is, first of all, a mentality of openness towards other cultures which manifests itself, on the one hand, in giving regular attention to foreign literature in periodicals and, on the other, in translating foreign writers. At the end of the first working year of his magazine, the editor-in-chief congratulated himself by referring to the 'numerous, important and international'20 collaborations that he has managed to achieve.
What does such an openness mean for one's own identity? Two options seem possible, with intermediate variants: on the one hand, a solidarity between several nations without modifying one's own national culture; on the other hand, a dissolution of national borders, leading to internationalism or even to supranationalism. In L'Art libre, the two interpretations coexist. Colin appeals to a pre-war tradition of pacifism and antimilitarism in which the idea of the 'nation' was replaced by the supranational idea of 'humanity'. The 'Déclaration de l'indépendance de l' esprit', formulated in 1919 by Romain Rolland and co-signed by several collaborators of L'Art libre, best summarizes this position: 'We don't know the peoples. We know the People -unique, universalthe People who suffer, who struggle, who fall and rise […]'.21 in contradiction to this, Colin (along with several editors) often makes use of an essentialist terminology (soul, spirit, essence, genius, race, etc.) to indicate the singularity of each national literature.
Is it possible to reconcile these two perspectives -internationalist openness and national-essentialist closedness? A possible answer would be that they continue to exist, but in a hierarchic relationship. This was the conclusion of Jules Romains, a prominent figure of the groupe unanimiste whom Colin expressed admiration for in his magazine. For Romains, the European homogeneity eclipses the national heterogeneity:
Any man who has travelled in Europe, who has crossed its interior borders many times, has only to ask himself, to evoke his impressions. Hasn't he deeply felt the unity of Europe? Hasn't he felt that the various countries that compose Europe are nothing but provinces, each of them rich and proud, without a doubt, proud of their traditions, of their habits, of their historical past and longing to safeguard their adornment, but, nevertheless, they are still provinces, which is to say, fragments of a motherland.22
19 Although the notion of 'race' did not have the negative connotation that it has today, the essentialist nature of this notion did provoke some criticism by other authors. Clément Pansaers, for instance, expressed his disdain even during the war. He considered himself to be a 'a fellow citizen of anything living in the big hotel of the Universe' ['concitoyen de tout ce qui habite le grand hôtel de L'Univers'] and concludes: 'we dismiss the word "race" because we join Nicolaï in saying that this word makes no sense for Europe' ['Nous excluons le vocable "race" puisque nous nous rallions à Nicolaï, en disant que ce mot n'a pas de sens pour l' Clarté, now, limits its functioning by the establishment of a supra-state, an international league of the spirit, which aims to embrace all ethnic unities and makes room for the greatest cultural multiformity. This latter guarantee can only lead to the unlimited development of every national cultural potential, and at once all cosmopolites will be eliminated, who, being averse to every nationalism, indicate the process this way: man-world. World citizenship can only be achieved through . Created in Antwerp and seen as the representative of humanitarian expressionism, Ruimte was not an official channel of Clarté and hence was more heterogeneous in nature. The idea of 'broadening', which appears from the title Ruimte -Space -can, of course, be linked to the social commitment of the artist and to the international ambition of the editors. Indeed, many foreign literary works were published in the magazine. The preferred literature was clearly German, whereas French literature remained largely neglected. He seems to be the incarnation of his native city Bruges. The citizen of Bruges is optimistically sentimental and mystically idealistic, his city is not like how Georges Rodenbach, the poet of 'Bruges la Morte', has depicted it for us -he understood the canals and the nostalgic swans, but not the people and their distinct soul: the language.37
Victor Brunclair
He seems to be the incarnation of Bruges, his native city. The citizen of Bruges is optimistic and sentimental, mystical too: his city is not the one Georges Rodenbach spoke of in 'Bruges la Morte' -he understood the nostalgia of its canals and its swans, but not the soul of the people.38
The examples mentioned above are not exhaustive, but they do give a good impression of the shifts between source text and target text. The signifier 'Flanders' is definitely visible in L'Art libre's discourse, but when it risks endangering the Nordic-myth construction and the accompanying privileged position of Belgium as 'land predestined to internationalism', these elements are eliminated as much as possible from the translation. In the correspondence between De Bock and Colin, one can note a similar impulse. On 18 February 1920, Colin writes, You are a fanatic, yes, I am one too. Each of us is fighting with passion for his cause and this is why I have a sincere sympathy for you. However, yours is nationalist, this is to say, exactly the opposite of mine. If it were only a question of the free recognition and free development of a 'nationality', we would be very close to each other. Because, for all of us, internationalists and revolutionaries, our program is to base upon the solid vault of 'nationalisms' the monument of our internationalism, of our Europeanism and of our Occidentalism. Unfortunately, your program is tainted with nationalism. Your politics is not merely positive: it is largely negative too and consists of destroying a culture before establishing [unreadable] ours. It is here that I disagree with you, with regret and with grief.39
Conclusion
The semantic uncertainty of the notion of 'internationalism' produced a proliferation of definitions in the postwar period. Did an international orientation obstruct the attention for a national (or even regional) literature? This was a crucial question, given the fact that Flanders was ubiquitous in the discourse of many artistic magazines, among them L'Art libre. This presence was somewhat paradoxical: although Flanders found itself, on a social and literary level, in an inferior institutional position in terms of the dominant Francophone discourse, it was much more visible in the Francophone magazines than French literature in the Flemish periodicals.
The dominant artistic ideal of social commitment made the Flemish issue unavoidable. As a social reality, Flanders did indeed fit into the program of recognition for suppressed nations. Yet as an artistic reality, its existence was more problematically situated within a tendency for ever-increasing artistic internationalization. Moreover, Flanders had acquired a fixed and important position for quite some time, in particular as part of the identity formation of the Nordic-myth construction, which not only allowed the Belgian literary establishment to distinguish itself from France, but also to appeal to a kind of innate international nature -Belgium as 'crossroads of the Occident' or as 'balcony over Europe', as formulated by Franz Hellens in 1922.40 In short, literarily speaking, it was not simple to separate out Flanders and to consider it an autonomous entity. This difficulty is perceived most explicitly in the way in which Flanders acquires a place within the Francophone literary press, and in particular in L'Art libre. The internationalisation and the social commitment of the artist, which, generally speaking, were counted as poetic ideals in the periodical press, revealed themselves clearly in this magazine, which functioned as the official channel of the French Clarté movement. Therefore, the coverage in L'Art libre was quite homogeneous and rather limited. Other magazines formulated different ideas: in Flemish (Dutch language) periodicals, critics promoted different varieties of internationalism, in which the national component had a more visible place; on the other hand, the 'radical' avantgarde movements carried their internationalism even further, by pleading for a PanEuropeanism and/or attention to non-European literatures.
Colin, the editor-in-chief of L'Art libre, defended a dualist poetics, leaving very little room for nuance. The analysis of the contributions on Flemish literature illustrates this. Victor Brunclair does discuss some Flemish writers but pays little attention to their Flemish identity. Eugeen De Bock actually does the latter: he systematically pays attention to the emancipation of the Fleming, Flemish literature and languages. However, he rarely offers a concrete definition of these terms. In Colin's translation, it becomes clear that, compared to the source text, the attention paid to Flanders becomes more visible in an international perspective, whereas it is toned down within a national perspective; that is, when compared to other Flemish writers or institutions.
This analysis has shown only one possible answer to a debate in which many different positions were defended, in both Francophone and in Dutch-language periodicals. Further research will have to show what other kinds of positions were adopted. Elsewhere41, I have already shown that the language(s) in which the different contributions (artistic critique or literature) were submitted was seen as a symptom of internationalism. In the meantime, the articles in this special issue of JEPS show a number of other manifestations of how European thought took shape in periodicals outside Belgium. 
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